

































































































Art Institute of Chicago. Freeman explored these case studies in Finding the Muse: A Sociopsy-







tegrate with permanence  in  time what  seems  to be  its  contrary  in  the domain 












Oneself as Another (1992) is especially useful in understanding artists’ life histo-
ries.4 Artists are consistently identified through their work; it is common to talk 
of them being ‘known’ for a particular body of work. Damien Hirst, we might say 
is ‘known’ for his shark in formaldehyde (The Physical Impossibility of Death in the 












































Artists Stories of Self and Others
The convention of the Artist’s Statement is a well-established genre. Such docu-
ments usually begin with the phrase “My work is about…”. In no other profession 
is  there  such constant demand  for a declaration  that,  in effect,  conjoins  subject 













enables us  to understand  it  as  a  story  and  to know what  the  appropriate ques-
tions are such as: Who, What, How, Why? Refiguration is “the intersection of the 
world of the text and the world of the reader or hearer” (Ricoeur quoted in Simms, 
2003, p. 85),  and makes  the narrative meaningful  for  the  reader/listener.  In be-
tween these two figurations lies configuration, or emplotment that synthesises the 









































































a mini-epiphany,  if you  like,  to show that pots can actually have, can combine, 
if you like, all the kind of, the classic virtues but transposed into a modern and 
contemporary interpretation and still work in the domestic environment. So that, 
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However, at the end of the story, Stair states that the image of this resolution was 
“something  that has  stayed with me ever  since”. Given  the  synthesis of  self  and 
work, it could be argued that this is, indeed, a major event, which has enabled the 

































In  relation  to  the  interpretation  of  reading  literary  texts,  Ricoeur  proposes 
three  dimensions:  referentiality, which  is  the mediation between  the  individual 
and the world, communicability as that between individuals, and self-understand-
ing as  that between an  individual and him/herself  (1991, p. 27). Ricoeur  is ada-
mant in his commitment to narrative as emplotment, or configuration, but artists’ 
accounts show how the reception of artworks and their producers are also subject 
to  these  three dimensions. As noted above,  refiguration,  the point at which  the 








something about a lot of the work that she made that had evidence of struggling to 













…a particular sentence about trying to achieve a kind of non-form which struck 
a chord with me incredibly deeply even though on the surface it sounds like the op-
posite of what I’ve been trying to do, because my work was all about form and trying 
to get it right but it made me realize that actually there was something beyond that I 
was trying to do that I wanted to achieve which was about being right on the edge, 
and getting to something that was only just something, which I felt was what she 
was trying to do. And, about dipping into an imaginative and interior world that 
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The reference to form is particularly important here because it marks the begin-











































As noted above  it was  the  “incredible  ideas”  coming out of  insecurity  that was 
noteworthy, which led to the attempt to translate things into words by focusing 
on the impact of one particular work by Hesse titled ‘Hang Up’, described by Rad-
stone as “one of  the most  incredible pieces of art  I  think  that’s ever been made 
really. It’s just absolutely staggering… Through its incredible simplicity, it makes 
me feel that it sums up so much of what abstract art practice is about” (SR Track 










back to is trying to express things that don’t have a language, a spoken language, re-




bit of space and give it a substance it didn’t have before. But it’s all too kind of tenu-




at  the same time. So  the  feeling  that  there’s a sort of element of existence  that’s 
[pause] about, sort of around that somehow. [pause] A little, a little, there’s a little 




artworks.  They  signify  the  resistance  to  narrative  completeness,  paralleled  by 
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artwork that aims to just be, “to enframe a little bit of space”. Rather than deleting 




er,  simply a desire  to uphold  the distinction between words and  things, or  that 
artworks resist language altogether. There is no hesitation or tentativeness in the 






me.  It  fascinates me  in  terms of what  ceramics  is  as well  because you get,  you 

















ence  is  not  avoided  as  she  explains  un-problematically  her  affinity with Hesse, 
and the diminished relevance of Tapiès. The narrative identity produced here at 
the  intersection of  idem and  ipse-identity  is one that adheres  to an  incomplete-
ness  through narrative,  the  constancy of  sameness  achieved by narrative break-
down. The story of  the encounter with  the work and personhood of Eva Hesse 









































in mind  that  identity narratives are always  subject  to  re-tellings,  and  re-visions 
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thereby ensuring that identity narratives, like on-going life histories narratives are 
never final but ever, like art, in process.




figured by all  the  truthful or fictive stories a subject  tells about him or herself ” 
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